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Summary 
My animated film ​Ikejime ​(2018)​ ​is a two-dimensional animated horror film that seeks to explore 
and investigate notions of gender, sexuality and Self from the perspective of a distinctly 
inhuman, unapologetic, possibly basically animalistic, amoral monstrous Other, using French 
theorist Julia Kristeva’s notion of Abjection as a framework for examining these concepts.  
Ikejime ​portrays and follows a demonic seductress, the Succubus, as she attempts to capture 
and assimilate the body of a young man with whom she has no connection, having happened 
upon him in random circumstances. 
The opening scene depicts an unsuspecting young man who meets a mysterious woman at a 
nightclub. She flirts with him and he agrees to go with her into an alleyway outside the club 
where they begin to have sexual intercourse. He starts to hallucinate before collapsing and is 
put into the trunk of a car. She drives far into the countryside, stopping to go into a gas station to 
meet with the cashier, with whom she has an enigmatic relationship. This gives the young man 
time to escape. However, he is pursued and caught by her and she then reveals her true 
monstrous form, a Succubus. After pursuit through an abandoned sewer tunnel, the Succubus 
and the young man fall onto a freeway. The Succubus begins to mutate uncontrollably, 
transforming into a writhing amalgamation of her previous victims. The film ends on an 
ambiguous note, as it is unclear whether the Succubus and/or the young man survive. 
Introduction 
This honours paper examines the development of my short film, a two-dimensional animated 
horror film. ​Ikejime​ (2018) is an expansion on a short film of the same name that I made in year 
3 (2017) of my Bachelor of Visual Arts degree. ​Ikejime​ was intended initially as a short animated 
horror film, but in the process of making it, particularly when writing and voice acting for the 
Succubus, I realised that there was potential in expanding I​kejime​, in particular, in expanding 
upon the Succubus as a figure of non-human identity within societal norms. 
1 
In the expanded​ Ikejime ​I explored the application of horror tropes to the portrayal of gender in 
the horror genre, specifically the female monstrous villain and the concept of non-human identity 
through the lens of Body Horror and French theorist Julia Kristeva’s theory of the Abject. 
I chose two-dimensional animation, as it was the optimal medium to examine the ideas, namely, 
through the use of body horror. Two-dimensional animation allowed me to exert more control 
over the mise-en scene and action that would otherwise be limited in live action: the character 
design for the Succubus’ monstrous forms and the way she morphs would be difficult to 
accomplish.  
I set out to create a monstrous female character who is a villain, ​per se​, with her actions not 
caused by the actions of men. In this sense, she is equal to a male villain, not a villain as victim 
as tends to be the typical portrayal of female villains in the genre. In order to achieve this goal of 
a self-determined monstrous female villain, in the development of my film I referenced the works 
of feminist theorists Barbara Creed and Julia Kristeva.  
Creed states in her book ​The Monstrous-Feminine ​(1993), that the portrayal of the monstrous 
female in the majority of mainstream western horror films tends to fall into five archetypes,all of 
which are intrinsically linked to their femininity . The female villain is usually a victim or has an 1
explanation, if not an excuse for her condition. This explanation for the female villain’s motives 
is frequently due to the actions of men or society at large and often involve some form of rape, 
either literally or metaphorically: In ​American Mary ​(2012)​, ​Mary a promising medical student is 
raped by her professors leading to her dropping out and becoming a back alley surgeon who 
specialises in extreme body modifications:​ I Spit on Your Grave ​(1978)​, ​the protagonist brutally 
tortures and murders a group of men who gang-raped her. This notion of the female villain as a 
victim can be observed in ​Maleficent ​(2014) the remake of the classic Disney film ​Sleeping 
Beauty​ (1959): the titular villain, Maleficent, in the original film was an example of a female 
villain who was motivated purely by sadism, however in the remake her character is retconned, 
becoming an initially good character who becomes evil after she is metaphorically raped by 
having her wings removed by her lover. 
The female villain is portrayed a victim of circumstance from the outset.  This presumption of a 
lack of self-determinism is in stark contrast from the general portrayal of male villains in horror 
1 Creed, Barbara. ​The Monstrous-feminine: Film, Feminism, Psychoanalysis​. (Routledge, 1993.) 
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villains who are confidently portrayed as being proactively rather reactively malicious. 
The Succubus is a female demon that engages in sexual intercourse with human males, its 
male counterpart is the Incubus. I chose the Succubus as a basis for my female monster, 
exploring how a non-human entity that preyed upon humans by seducing them would actually 
view human sexuality and how this would affect their own sense of identity. 
My depiction of the Succubus in ​Ikejime​ is a pastiche of various versions of the demonic 
seductress archetype, such as, the man-eating vampiric Empusa from Greek mythology ​, 2
but derives influence primarily from ​Daemonologie  (1597) by King James I of England, which is 3
a compendium on witchcraft, demons and the Occult. The book contains studies on the 
methods of various demons and other creatures; the purpose to educate the population on the 
history and practices of the Occult in order to have set guidelines when it came to persecuting 
witches. 
In regard to the Succubus, he states that the Succubus and the Incubus are the same demonic 
entity, with the ability to switch genders ,  rather than separate male and female organisms. 4
I, thus conceptualised the Succubus as being an essentially gender-neutral, shape-shifting 
creature that has taught itself how to ‘act human’ by consuming human media, taking on the 
mannerisms and affectations typically seen in the media portrayal of women, specifically women 
meant to be objects of desire. As for her motivations, the Succubus is driven by a biological 
imperative to assimilate humans in order to maintain a ‘structural integrity’, the maintenance of 
anatomical and systemic functioning. I came up with the idea of ‘structural integrity’ having 
regard to the scientific concept of Entropy, a thermodynamic quantity which measures how 
close a system is to equilibrium, as well as being a measurement of a system’s disorder, as a 
logical outcome to the nature of the Succubus as an assimilating and shapeshifting entity.  
This biological necessity for structural integrity causes the Succubus to suffer from an identity 
crisis, due to her nature as an Abject creature. She is in conflict with her lack of a true self.  
2Smith, William. ​Dictionary of Greek and Roman Biography and Mythology​. (Taylor, Walton and Malerly, 
1849) 
3 ​J​ames, and Brett R. Warren. ​The Annotated Daemonologie: A Critical Edition​.(CreateSpace 
Independent Publishing Platform, 2016). 
4 Ibid,. 79–83.  
3 
The film poses the question: if the body is the medium of consciousness and identity, what does 
that mean for the Succubus? Does she have an authentic self or is she just the sum of 
assimilated parts? This doubt is in the back of her mind, but it does not prevent her from 
proceeding with what she does. She is not a victim, but that does not mean that she is not 
self-aware or discontented. She is a pro-active character.  
This paper examines how notions intrinsic to the Abject are embodied through the medium of 
film, with an emphasis on how this influences the portrayal of gender and sexuality in horror film. 
Additionally, this paper attempts to extrapolate on the representation of the Female Monster as 
demonstrated in my animated film, ​Ikejime​ (2018) exploring the notions of Self and Identity from 
the perspective of the female monster. 
Chapter 1: Abject Bodies and the Monstrous- Feminine 
The notion of the ‘Abject’ as theorised by feminist theorist Julia Kristeva in her essay, ​The 
Powers of Horror ​(1980), as the feeling of disgust and terror when an individual is confronted by 
a threatened breakdown of the border between the human Subject and the inhuman Object i.e. 
the Self and the Other. 
Kristeva describes the Abject as being a subjective experience of horror, when an individual is 
confronted by what Kristeva terms as “corporeal reality”, thus removing the distinction between 
the individual’s sense of Self and the Other.  The individual places itself opposite to this Other. 5
By placing the designated Other as separate from themselves, a feeling of security is allowed to 
proliferate. 
The potency of the Abject is due to how it ”disturbs identity, what does not respect borders, 
positions, rules” . These borders that Kristeva refers to, are the socially constructed rules and 6
laws that allows for a cohesive society; The Abject is the disturbance that threatens the 
perceived safety and stability of civilisation, that is, what defies all morality and reason instead 
driven by a primal Otherness that is both terrifying yet familiar. The sense of disquietude that is 
5 ​John Fletcher & Andrew Benjamin, ​Abjection, melancholia and love: The work of Julia Kristeva 
(Routledge Library Editions: Women, Feminism and Literature, 2012), 93 
6  Julia Kristeva, ​Powers of Horror: An Essay on Abjection.​ (Columbia University Press, 1982), 4 
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associated with the transgressive qualities of the Abject is due to the difficulty of the individual 
comprehending how something can be both familiar and alien; an individual is unable to resolve 
this dichotomy and therefore feels a sense of horror and disgust. 
In her development of the Abject, Kristeva draws upon French philosopher Maurice Merleau 
Ponty’s notion of body-centred Phenomenology. Phenomenology is the reflective study of 
“structures of experience, or consciousness”  , that is, how the world appears to us in terms of 7
our subjective experience and how these experiences influence the formation of one’s sense of 
Self. Merleau-Ponty developed his distinctive interpretation of phenomenology in his book 
Phenomenology of Perception ​(1945)​, ​where he states that “The body is our general medium for 
having a world.”  the body is the conduit that connects the External and the Internal; the Self is 8
developed through one’s personal experience, which is enabled through their ability to exist and 
interact within the world as a physical being. The physical body is the centre of perception, as it 
is through the physical body that one experiences the world.  
Much like the Merleau-Ponty’s views of perception formed through bodily experience, Kristeva 
“primarily understands experiences of abjection in terms of bodily affect, moments of physical 
revulsion and disgust” , an individual experiences a bodily reaction of nausea and disgust when 9
exposed to the Abject, which often manifests itself in substances that provoke a primal fear of 
death and disease such as excrement, blood and pus” . In ​Powers of Horror,​ Kristeva 10
undergoes a ‘Phenomenological Investigation’ of the Abject, using her own personal 
perspectives and experiences as a foundation for demonstrating and understanding what 
exactly the Abject is. Kristeva describes her experience of revulsion when coming into contact 
with expired milk: 
 “When the eyes see or the lips touch that skin on the surface of milk—harmless, thin as 
a sheet of cigarette paper, pitiful as a nail paring—I experience a gagging sensation..."I" 
7David Woodruff Smith. "Phenomenology." Stanford Encyclopedia of Philosophy. Last modified December 
16, 2013. https://plato.stanford.edu/entries/phenomenology/. 
8 Maurice Merleau-Ponty, ​Phenomenology of Perception​. 1962. (Reprint, Routledge, 2013) 
9Imogen Tyler, “Against Abjection” ​Feminist Theory ​10, no.1 (2009): 3 
10Barbara Creed, ​The Monstrous-feminine: Film, Feminism, Psychoanalysis​. (Routledge, 1993.), 9 
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want none of that element, sign of their desire; "I" do not want to listen, "I" do not 
assimilate it, "I" expel it.”  11
These reactions are a corporeal response to the more existential threat that is imposed when 
the boundaries between the Self and the Other are transgressed. Through her 
‘phenomenological approach’ towards her development of the Abject, Kristeva further 
compounds the intrinsic nature of the Abject, as a phenomenon that is inextricably tied to the 
body​. 
The Abject undermines confidence in structure and order, with the taboo elements of the Self 
being emphasised due to the Abject existing in a transition state between the ordered and the 
uncontrollable. The idea of the monstrous Other in the horror film genre and how it affects 
people, were articulated by Kristeva’s theory of the Abject, due the horror film’s “inclusion of and 
focus on these elements that are linked to psychoanalytical themes of sexuality, abjection, and 
death.”  The horror genre allows one to explore taboo societal issues that other genres of film 12
are unable to do as freely, through the use of metaphor and abstraction. The monstrous Other 
often serves as a personification and an expression of these societal fears, incapable of being 
explained and understood within societal norms of the period. Kristeva uses her own personal 
experiences in her notion of the Abject, such as in her description of spoilt milk in order to 
attempt to explain to the audience through basic everyday concepts, and horror film uses 
personification to engage the audience with societal issues. 
Film exists as a perceptual Gestalt, a puzzle piece that has been put altogether, where all 
technical aspects (such as mise-en-scene, sound design and editing) are coalesced to create a 
unified viewing experience. The conceptual ideas are ‘embodied’ through film’s technical 
aspects, enabling it to make manifest the fears and anxieties inherent to the Abject. Horror in 
film is inherently tied to the subjective experience of all of the characters, the audience and the 
creator. The horror film fuses both the representational which is the object as being depicted 
and the perceptual, displayed through the choice of style, which is not only an aesthetic decision 
but also an expression of the director’s subjective perception.  
11Julia Kristeva, ​Powers of Horror: An Essay on Abjection.​ (Columbia University Press, 1982), 2-3 
12  Emily Matheney, ​The Monstrous-Feminine and the Politics of Trash in the Film Excision ​(University 
Honors College, Middle Tennessee State University, 2015),1. http://jewlscholar.mtsu.edu/mtsu/4685
6 
The horror film​ Get Out ​(2017) embodied issues of systemic racism in America and the 
contemporary African American experience through the medium of horror, which enabled the 
issues being expressed in the film to be understood by a far larger audience without resort to 
socially accepted norms and contemporary prejudices, due to the inherent metaphorical nature 
of the horror film. It is reminiscent of the horror film ​The Stepford Wives ​(1975), which 
communicated the issues surrounding feminism and objectification of women in traditional roles 
in 1970s United States through a frightening allegory using dolls to demonstrate points which 
were being debated in society at large at the time of the 1970s. 
Analogous to how Kristeva uses examples of her own personal experiences of the Abject to aid 
the viewer in their understanding of her theory, the horror film utilises filmic techniques and 
metaphorical storytelling to confront the viewer with challenging notions, which the viewer can 
only appreciate fully and genuinely, due to the dislocation of the themes from the viewer’s 
everyday experiences and presumptions into an unreal, disassociated metaphorical world. 
The power of the Abject lies in its ability to manifest itself in various ways: from a purely 
corporeal perspective, the Abject reminds the individual of the fragility of the body: from a social 
context, Abjection confronts notions of morality and societal constructs. In the horror film, this 
notion of the Abject as a challenge to societal sensibilities is manifested as the monstrous 
Other. 
Feminist theorist, Barbara Creed expands upon this notion of the embodied Abject Other by 
examining the differences in how men and women are portrayed as monstrous in the horror film 
genre, in her book ​The Monstrous-Feminine: Film, Feminism, Psychoanalysis ​(1993). Creed 
argues that when a woman is portrayed as monstrous in horror films, it is always in the context 
of societal restrictions, thus echoing the continuing, pervasive prejudices and boundaries faced 
by women in Western societies today , despite many legal and social improvements in relation 13
to equality between the sexes attained in the 20th century and thereafter.  
In her articulation of the gendered Abject Other, Creed draws primarily on Kristeva’s discussion 
of how the Abject is expressed in the human female subject , to create her own list of 14
13 Barbara Creed, ​The Monstrous-feminine: Film, Feminism, Psychoanalysis​. (Routledge, 2015.),1 
14 Specifically Kristeva’s notions “of the Border, the mother-child relation and the feminine body” Ibid,8 
7 
archetypes, the five faces of the monstrous-feminine. These five faces are: the archaic mother, 
the monstrous womb, the witch, the vampire and the possessed woman.  15
Creed asserts that in the horror film, the Abject manifests in three forms. The first form is 
through the graphic depictions of violence and gore, which provides both a perverse pleasure in 
the confrontation of horrific images and a feeling of revulsion . Creed’s second manifestation is 16
through the construction of the monstrous. Creed states that even though the embodiment of 
the monstrous alters from film to film  it is “the function of the monstrous that remains the same 17
- to bring about an encounter between the symbolic order and that which threatens its stability”.
The final manifestation according to Creed is how the horror film illustrates the maternal figure
as Abject. Creed bases this final manifestation on Kristeva’s argument that the earliest
experience of the Abject originates when “the child attempts to break away from its mother”.18
Creed elaborates on the notion of the maternal Abject in the five faces of the monstrous female, 
arguing that when women are portrayed as monstrous, it is always in relation to their 
reproductive capabilities . The ‘monstrous womb’ archetype is the superlative manifestation of 19
this concept. In Creed’s view, “the male body signifies form and integrity, and is clearly 
differentiated from the world, woman’s body possesses none of these characteristics” , it is the 20
metamorphosing nature of the female body, especially seen during pregnancy, that 
demonstrates the ability of a woman to give life and thus, according to Creed, causes feelings of 
fear  that separates the male monster from the female monster. 21
15 Ibid,7 
16 Ibid,11 
17 Ibid,11 
18 Ibid,12 
19 Ibid,56 
20 Ibid,50 
21 Ibid,56 
8 
Figure 1:  Katerina Mehigan, ​Ikejime, ​2018. 
While Creed’s work was integral to the development of my film, I found that some of her 
statements on the portrayal of the female monster to be rather unfair generalisations, which lead 
to me exploring whether it could be possible to subvert them. I wanted to focus on Creed’s 
statement of the intrinsic link between a female monster’s reproductive ability to her 
monstrousness, which lead to the development of the Succubus’ torso mouth (figure 1). The 
torso mouth has multiple functions as a symbol: it is opened in a very sexually suggestive 
manner, with the Succubus lubricating her finger with saliva before inserting it into her sternum, 
bringing connotations of digital penetration. The torso mouth is intentionally evocative of both 
gynaecological and phallic imagery, but due to its placement and purpose it is not in fact a 
sexual organ. However, it does serve as a reproductive purpose of sorts; the torso mouth 
devours a designated victim so that the appearance can be assimilated. The torso mouth is an 
inverse of Kristeva’s notion of the maternal Abject that Creed draws upon. It is an ‘anti-womb’ 
absorbing a victim and assimilating it into the Succubus’ ‘structural integrity’ instead of creating 
a separate entity. 
9 
Chapter 2: Making the Monster 
Figure 2: ​Mad Max: Fury Road​. Directed by George Miller; Australia, United States: Warner Bros, 2015. 
 From: Netflix, https://www.netflix.com/au/title/80025919 
Mad Max​ is an Australian franchise of dystopian action films, created by George Miller and 
Byron Kennedy. Set in post-apocalyptic Australia, the series follows Max Rockatansky, a police 
officer who becomes a drifter after his wife and child are murdered by a gang of bikers, as he 
survives in the Wasteland, often getting unintentionally involved in helping settlements. 
George Miller, in directing the Mad Max films, utilises primarily visual storytelling and techniques 
found only in film, such as sound design and editing, to explore issues of self, objectification and 
survival. These themes are explored, essentially, through the fantasy world of Mad Max. Miller 
uses the notion of abstraction, effectively borrowed from the horror genre, in dystopian science 
fiction action films. 
George Miller’s approach to developing the film narrative, particularly in ​Mad Max: Fury Road 
(2015) (figure.1), involves the use of storyboards instead of a screenplay. The overall plots of 
Mad Max films tend to be rather simple with character types and plots being reused and 
reinterpreted: the Gyro Captain from ​Road Warrior ​(1981) and Jebediah from ​Beyond 
Thunderdome ​(1985) are both pilots played by actor Bruce Spence: the overall plot of ​Fury 
Road​ (2015) and the ​Road Warrior​ (1981) are remarkably similar, both involving lengthy chase 
10 
scenes with the protagonists driving oil tankers. It is the intricacies of each film that make them 
unique. Miller uses storyboards to guide the direction as well as the production of the Mad Max 
films. Miller collaborated with comic artist Brendan McCarthy to create the storyboard for Mad 
Max: Fury Road which served as the primary guide for the film.  
Miller’s approach to directing, especially his ’action is chaos’ approach, heavily influenced my 
own approach to directing ​Ikejime​. The action scenes in the ​Mad Max​ franchise don’t have a 
‘choreographed’ feel, that I find to be present in many other action films. Instead the characters 
constantly make mistakes leading to characters getting injured or even dying. The reason Max 
manages to succeed is because he knows how to rebound from his mistakes. Miller manages to 
keep action easy to follow for the viewer by utilising an editing techniques such as: eye trace, 
which is used to focus and lead the viewer's eye across consecutive shots through the use of 
movement and crosshair framing, a shooting method, where all action takes place in the centre 
of the frame so action can happen quickly, without the audience losing track of the action due to 
having to search for the focal point. 
In ​Mad Max: Fury Road ​(2015), the themes are sparse and clear: they are of self, possession 
and objectification. Miller “injects the feeling of lived history into his worlds through an expansive 
scope, but also through collective trauma”  , everyone, except for the war lord antagonist, 22
Immortan Joe, is objectified. Max is used as a blood bag, having his bodily integrity defiled by 
being forced to donate his blood to the sickly War Boys. The War Boys are used essentially as 
cannon fodder, with their objectification demonstrated through how they use scarification of 
vehicles and machine parts to decorate their bodies. Their faces are painted white, further to 
remove any notion of individuality. Immortan Joe’s harem of wives’ objectification can be seen in 
how Immortan Joe refers to them as his precious treasures, going so far as to keep them in a 
vault . The post-apocalyptic world of Mad Max emphasises the importance of basic, simple 23
things to characters in a world with so little. Meagre possessions come to represent who the 
characters are as a person. Immortan Joe’s War Boys worship machinery, which serve as 
aspirational motivation, as unlike the sickly short-lived existence of the War Boys, machines can 
be fixed and made eternal.  
22 Vikram Murthi, "The Twisted, Outrageous, and Empathetic Mind of George Miller." ​Movie Mezzanine​, 
last modified, May 18, 2015. http://moviemezzanine.com/george-miller-essay/. 
23 They are the only characters with clean, white clothes, water being a rare and precious commodity. 
11 
Max’s character motivation in the films proceeding the first: usually revolve around his relations 
to his possessions. Max is initially motivated by needing to reclaim or fix a possession of his. In 
Road Warrior ​Max becomes involved with a group of settlers because they live on an oil refinery 
and he needs fuel. In ​Beyond Thunderdome​, Max has his possessions stolen which leads him 
to Bartertown causing him to become entangled in the conflict. In ​Fury Road ​Max’s character 
arc is expressed through how he interacts with his possessions. His character arc for the film is 
completed during the final scene when he donates his blood to save Furiosa’s life and telling her 
his name, his last possession. 
The honest simplicity and sparsity of these themes of objectification and identity as seen in ​Fury 
Road​ informed and influenced my approach to how to portray the characters in my film. 
None of the characters are given names and it is through their interactions with one another that 
their personalities are defined and expanded upon. 
12 
 Figure 3: Junji Ito. ​Gyo​ (2-in-1, Deluxe Edition), 177. VIZ Media LLC, 2017. 
When it came to the development of the aesthetics of ​Ikejime, ​I took significant inspiration from 
the works of manga  artist and writer​ ​Junji Ito. Ito is a Japanese manga artist who works 24
primarily in the horror genre. One of the difficulties when it comes to horror-based animation, is 
making something believably scary, unlike live film action which has the immediacy of an actor’s 
art projected to screen. Ito’s work is, despite the limitations of his genre, still horrifying, due to 
his ability to convey horror through his unique approach to storytelling and by using what could 
be considered the limitations of the comic medium to his advantage. Ito uses a combination of 
24 Manga is a style of Japanese comics: differentiated from western comics by its tendency to be in black 
and white, read from right to left as opposed to left to write, as well as other stylistic choices which vary 
depending on the creator. Manga has hugely varying demographics and it is not uncommon for it to be 
put into gender and age group as well as genre. In the case of Ito’s works: which tend to be categorised 
as ​Seinen,​ directed towards a young male audience. His series ​Tomie ​is categorised as ​shoujo, ​targeted 
towards a teenage girl demographic. 
13 
the pacing of comics, with his distinctive drawing style to construct a world of horror through 
anticipation and juxtaposition of the beautiful and the grotesque.  
His work, ​Uzumaki​ (1998-1999) and his series of one-shot manga  were immensely influential 25
for me. There is a unique uncanniness in how he draws ordinary human characters. His worlds 
depict a palpable sense of unease, with a feeling of an inevitable descent into madness and 
terror, with the manifestation always implied and referenced with only suspense. After about 
three quarters through the story, the terror is revealed. Ito often disregards typical, physical 
approaches to horror storytelling, exemplified in ​Uzumaki ​where a town is haunted by the 
concept of a spiral. 
There is a distinct lovecraftian  tone to Ito's work: there are rarely happy resolutions to his 26
works, with a distinct bleakness that pervades all: the depiction of the monstrous in his works 
often cannot even be articulated or understood with the source of horror often not a specific 
monster, but rather a bizarre phenomenon that infects and informs every aspect of the 
character’s world. In ​The Enigma of Amigara Fault ​(2001)​ ​(figure 2), strange human shaped 
holes appear in the side of a cliff face, initially an innocuous curiosity for the locals. The story 
takes a morbid turn as people begin to experience an uncontrollable urge to enter the holes, 
with each hole appearing to perfectly fit the person and once they enter, they cannot escape. 
25 A one-shot is a term used in comic publishing to describe a single-issue, self-contained story that is not 
part of an ongoing series. 
26  Named after author H.P Lovecraft,describes a subgenre of horror known as Cosmic Horror where an 
emphasis is placed on the insignificance of humanity in the wider context of the universe.  
14 
Figure 4:Junji Ito. ​Yami No Koe, ​131-132. Asahi Sonorama, 2002. 
Figure 5: Katerina Mehigan, ​Ikejime, ​2018. 
15 
Ito’s works have been highly influential on both my approach to creating art and writing 
horror-centred stories. It was not only the stories that he portrayed through his comic art that 
scared me, but how he approached visual storytelling that had a profound impact on my work. 
I have found it disappointing that horror-based animation in the Western world is limited, with 
what little exists to be mostly aimed towards to children, such as ​Paranorman ​(2012)​ ​and 
Corpse Bride ​(2005). Even in the context of Japanese anime and manga there are very few 
examples of horror-based animation, with the few examples that exist, not tending to be 
confronting or frightening. Which is why the works of Ito are so important. I believe that if 
western animation took reference from Junji Ito’s oeuvre in regards to storyboarding  and 27
character design. One of the key aspects of animated character design that is one of the basic 
tenets is making a character looking either cool, pretty or cute . which can lead to a work losing 28
its visceral impact because it is focused on being aesthetically pleasing. 
Regarding the aesthetic decisions present in my film, I decided to experiment with Ito’s 
approach to inking; which can be observed in how I draw shadows and in the rendering of the 
Succubus and the Ghosts. In addition to enhancing the grotesqueness of the Succubus and the 
Ghosts, I found that it helped preserve the dynamism of the rough animation. In past animation 
projects, I found that the final version of the animation was stiffer and less expressive compared 
to the rough animation; the cross-hatching technique used for shading in ​Ikejime ​allows for 
greater for my cohesive movement and texture. 
Ito described in an interview his approach to coming up with stories, stating “I get inspiration 
from various things in my daily life. I see things from different angles, and I often get interesting 
ideas that way.”  This influenced my own approach to writing; in regard to​ Ikejime​, I took 29
aspects of my own life experiences and abstracted them so as to incorporate naturally into the 
film: the way I edited the hallucination sequences are based off my own experiences with panic 
attacks, which would cause strange visual abnormalities and feelings of derealisation  . 30
27 Comics and storyboards are very similar, both being examples of sequential art 
28  Super Eyepatch Wolf, "How Media Scares Us: The Work of Junji Ito." YouTube. October 01, 2016. 
https://www.youtube.com/watch?v=lIIA6QDgl2M. 
29 ​ Mira Bai Winsby, ”Into the Spiral A Conversation with Japanese Horror Maestro Junji Ito” (​78 Magazine 
Feb-March 2006)  
30 An alteration in the perception or experience of the external world so that it appears to be unreal 
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Figure 6: ”Metamorphosis”, ​Parasyte the Maxim​, season 1, episode 1. 
 Directed by Kenichi Shimizu. Japan: Sentai Filmworks, 2014. 
From: Crunchyroll, https://www.crunchyroll.com/parasyte-the-maxim-/episode-1-metamorphosis-662583 
Parasyte: The Maxim ​(2014-2015) is the TV adaption of Hitoshi Iwaaki 1988 science fiction 
horror manga. The show centres around unassuming high school student, Shinichi ​Izumi. One 
night tiny worm-like aliens called Parasites arrive on Earth and take control of human hosts by 
crawling up their nose or into their ears. One of these creatures fails to crawl into Shinichi’s nose 
after he wakes up and instead imbeds itself in his right arm, becoming sentient: the creature 
chooses to call itself Migi, the Japanese word for right. As Migi was unable to imbed in Shinichi’s 
brain, the two retain their separate identities. 
Parasyte: The Maxim ​(2014-2015) examines themes of Self and Identity from the perspective of the 
human Subject and the inhuman Other. The most pervasive theme in ​Parasyte ​ is the questioning of 
Biological determinism in regards to the Parasites, which is “the belief that human behaviour is 
controlled by an individual's genes or some component of their physiology, generally at the expense 
of the role of the environment” . 31
31 ​Naiman,Joanne,”How Societies Work”, Feminist Frontiers, Ninth Edition, (McGraw-Hill Publishing 
Company, 2012) 
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This concept is embodied in one of the series main antagonists Ryoko Tamiya, a female Parasite, 
who unlike the rest of her species displays a desire to understand the biology and purpose of her 
species; in order to observe whether two Parasites in human hosts could procreate, bearing a 
normal human child. The character of Ryoko Tamiya also enables the series to present subtle 
criticisms of gender-issues in contemporary Japan; she is fired from her job as a high school 
mathematics teacher after becoming pregnant because her human host is an unwed woman. 
Parasyte: The Maxim ​influenced my film in regards to the utilisation of Body Horror and the 
characterisation of the Succubus. Ryoko Tamiya heavily inspired the characterisation of the 
Succubus. Specifically, the scientific curiosity of Ryoko Tamiya lead me to altering the function 
of the Succubus’ relationship with the cashier. In the initial script draft it was unclear why exactly 
the Succubus had any interest in the relationship as I didn’t want it to be romantic on her part, 
so I determined that she uses him as a means to learning how to better emulate humans, as 
well as more subtle aspects of the character such as her ability to drive, her extensive 
vocabulary and her mathematical capabilities; observed when she’s paying for the fuel, where 
she looks in the wallet for a moment before taking out the exact amount. The Succubus did not 
assimilate these skills from her victims, instead learning them herself. The themes of Biological 
determinism expressed in ​Parasyte: The Maxim​ can also observed in ​Ikejime ​due to the 
analogous characterisation​. 
Chapter 3: Structural Integrity and Corporeal Entropy 
It is important to recognise that while ​Ikejime ​was inspired in part by the works of feminist 
theorists such as Kristeva and Creed, I did not approach the development of the film from a 
purely feminist angle. The film serves as an expression of my own personal views surrounding 
gender, sex and horror: I believe that socially constructed gender-based dichotomies, especially 
how they are expressed in media, do not reflect the true complexities of an individual.  
This is expressed not only in how horror film tends to portray the monstrous villain, but also in 
relation to the portrayal of the victim. I have found that the majority of horror film protagonists 
are women.  There appears to be an assumption that a horror film audience will be more 
capable of sympathising with a female rather than with a male protagonist. I argue that this is a 
reflection of how our society ignores male victims, especially in sex-based crimes . The 32
32 Karen G Weiss, "Male Sexual Victimization." ​Men and Masculinities​ 12, no. 3 ( 2008): 275-98. 
doi:10.1177/1097184x08322632. 
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decision to have the victim be male in ​Ikejime​ was a deliberate decision; based off the 
experiences of several close male friends of mine, who have suffered sexual assault at the 
hands of a woman, and were unable to disclose the incident as they feared they would not be 
taken seriously. 
Horror and trauma are universal phenomena that affects everyone regardless of socially 
constructed dichotomies: ​Ikejime ​presents this notion not only from a gender-based view, but 
also from a distilled, non-human perspective: this is personified in ​Ikejime​ by the Succubus, not 
only in how she victimises the young man but also how the Succubus and the young man are 
able to empathise with one another, regardless of remarkable differences. The Succubus 
objectifies humans, seeing them only as necessary thresholds to be conquered for maintaining 
her structural integrity. She has no particular individual malice towards them, just irritable 
disdain for them, due to her difficulty in understanding the intricacies of human society. This can 
be seen when she subdues the young man, telling him that she finds the circumstances 
disagreeable. The young man tells her that he knows how “unfair it is not to know where they 
end and you begin”. This momentarily causes the Succubus to pause before she mocks him, 
saying that his supposed understanding of her won’t change her mind and that she views him 
as merely a necessary component for maintaining her “structural integrity”. 
As the film progresses it is implied what the young man means when he says that he 
“understands”. The young man experiences vivid hallucinations, which are induced by making 
skin to skin contact with the Succubus, throughout the film: first in the club hallway as he is led 
away by the Succubus and then in the abandoned sewer tunnel after he has escapes the 
Succubus. The nature of the hallucinations are brought into question: during his hallucination in 
the sewer tunnel, he sees ‘ghosts’ of the previous victims and experiences ‘phenomenological’ 
flashbacks of their final moments, experiencing their deaths literally from the victims’ 
perspective. This notion of empathy despite circumstances can be observed in the similarities of 
the injuries both characters endure: the young man removing his prosthetic arm: the Succubus 
being forced to bite off her arm after it becomes trapped in a wall by her trying to capture him, 
which accelerates her ‘corporeal decay’: the eye trauma they both suffer: the young man’s 
becoming bloodshot after she strangles him: the Succubus being stabbed in the eye by the 
young man. This is culminated at the end of the film, where the fates of both the young man and 
the Succubus are left open-ended. 
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While she is a character with complexity, the Succubus is not redeemed at the end of the film. 
She is a character that lives for herself, yet cannot exist without the influence of others. Her 
‘demise’ is caused by her own actions rather than the actions of others: it is her chauvinistic 
assumption that the young man was just another victim which allowed him to escape her. 
The notion of embodied consciousness and identity is a foundational aspect of in ​Ikejime​. The 
use of body horror in ​Ikejime ​provides a framework for questioning these notions, due to its 
emphasis on corporeal deformation, with bodies often being in a state of grotesque 
transformation, between human and monster. Referencing Kristeva and Merleau-Ponty: in 
Ikejime ​the body is the conduit for the Self, with flesh being inherently tied to physical reality, 
therefore the body horror present in ​Ikejime ​is an embodiment of the fear of the loss of bodily 
autonomy and therefore loss of self-identity.  
There are three manifestations of Body Horror in ​Ikejime: ​The Succubus, who both willingly 
transforms and unwillingly; when she begins to lose control over her ‘structural integrity’ after 
being repeatedly injured: The young man who experiences vivid hallucinations: finally, the 
victims who have been assimilated by the Succubus, who appear at the end of the film after the 
Succubus loses control over her mutations. The victims are all fused into a giant writing mass, 
individual shots showcase them in various states of disfigurement including a man and woman 
fused together by the spine and face, a man with a grossly distended growth on his abdomen 
and a man with half a face (figure 5) that shifts back into the blonde woman form of the 
Succubus.  
The notions of embodied consciousness and perception are further expressed through the motif 
of eyes. In​ Ikejime ​eyes symbolise the individual: the Succubus’ eyes in her human form are dull 
and unblinking; her irises are far larger than those of the other characters, making them look 
rather fish-like; this is in stark contrast to her monstrous form, where her irises become 
contracted and turn into a luminescent yellow: the ghosts have pupil-less milky eyes 
representing the loss of their individuality and bodily autonomy. 
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Figure 7: Katerina Mehigan, ​Ikejime, ​2018. 
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Figure 8: Katerina Mehigan, ​Ikejime, ​2018. 
Figure 9: Katerina Mehigan, ​Ikejime, ​2018. 
Figure 10: Katerina Mehigan, ​Ikejime, ​2018. 
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Even though my work is an animated film that contains shapeshifting monsters, I wanted to 
create an atmosphere of believability despite the fantastical circumstances, taking reference 
from my interest in science and medicine. In the first stage of the development of my film, it was 
necessary for me to devise the Succubus as if she were a real-life organism, not only for the 
narrative of the film but also in regard to how she would be animated. Every aspect of her 
character design needed to serve a function: her back spikes (figure 6- 8) allow her to traverse 
ceilings like a spider, as well as act like raptorial forelegs used to capture prey similar to a 
praying mantis: her elongated, skeletal form is a fusion of quadrupedal animals, such as cats 
and human babies, which have longer torsos relative to their limbs. 
This attention to detail can also be observed in how I animate the young man, who has a 
trans-humeral prosthetic arm . The scene where the young man removes his prosthetic arm led 33
me to research the movement and physics involved in trans-humeral prostheses, the 
preferences and lifestyle of prostheses users, as well as the various types of prostheses which 
are available. This attention to scientific detail is a personal preference that I apply to all of my 
work as I believe it allows for greater tension and engagement when the human characters are 
as vulnerable as in real life. 
My background in Science also influenced the thematic issues explored in ​Ikejime. ​The idea of 
‘structural integrity’ expressed throughout the film is based on theoretical ecologist Robert E. 
Ulanowicz’s explanation of ‘spontaneous order’ existing in the universe despite the Laws of 
Thermodynamics dictating  that “nature should inexorably degenerate toward a state of greater 
disorder, greater entropy.”  Ulanowicz states that “If an organism was in this type of “isolated” 34
situation, its entropy would increase markedly as the once-living components of the organism 
decayed to an unrecognizable mass” . 35
The Succubus assimilates victims in order to prevent ‘corporeal entropy’. The Succubus is a 
“thermodynamically isolated organism” in both a literal and metaphorical sense, demonstrated in 
the film’s climax when she mutates into the ‘amalgamation form’; serving as a physical 
representation of not knowing where “they end and I begin”. The continuing quote of “where do 
33 Trans-humeral means above the elbow. 
34 Steven Strogatz, ​Sync: The Emerging Science of Spontaneous Order.​ (Penguin, 2004), 1. 
35 Robert E Ulanowicz, ​Growth and Development: Ecosystems Phenomenology​. (Springer Science & 
Business Media, 2012), 21 
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they end and where do I begin” showcases her feelings of alienation not only from society but 
also from her own body. In the scene where the Succubus is in the process of regenerating after 
being stabbed in the eye by the young man. The audience hears her internal monologue in the 
default female voice where she states "where do they end and where do I begin?" before her 
voice is drowned out by a cacophonous amalgamation of the voices of the people she has 
assimilated. Even her internal monologue is not her own. 
Having the protagonist of my film be an inhuman monster provides an interesting subversion of 
the typical Subject being opposed to the Object seen in Kristeva’s notion of the Abject; instead 
of the human Subject viewing the monstrous other as Object, the monstrous is made Subject 
and the human is made Object. Her objectification of humans is not only seen through how she 
victimises them, but also through her relationship with the lonely cashier. Stopping at a remote 
gas station in order to refuel, she is revealed to be having a relationship of sorts with the 
cashier. The Succubus manipulates his infatuation with her is a means of learning to how better 
emulate human emotions. She has a callous disregard for the cashier, which can be seen early 
on in their interaction in the gas station scene where she doesn't announce who she is and just 
looks expectantly to see if he will recognise her. The nature of their relationship is highly 
ambiguous. It is unclear whether he is aware of what she truly is, although it is implied through 
their conversations that he may be. Observed through the manner in which the cashier 
communicates with her, it is clear that the Succubus gives him some feeling of purpose, 
observed in how he reacts to her telling him that he is “useful” , although it is undermined by 36
how nervously he acts around her. 
The notions of altered perceptions of reality and manufactured personas versus Self are 
demonstrated through the film’s use of colour, lighting and sound design.  
Colour is used to convey the emotional state of the characters, as well as aid the visual 
storytelling of the film: the opening scenes in the club are marked by purple and strobing giving 
a fantastical feel; transitioning into red as the Succubus leads the young man away, signifying 
danger: the gas station is brightly lit with an unnatural yellow tinge, which is contrasted by the 
darkness of the security room. The significance of light source relates to the ‘masks’ the 
36 The cashier has an evidently nervous disposition demonstrated through various facial tics and nervous 
habits which is why the Succubus would find him useful. 
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characters put on; natural light is only present when the Succubus and the young man are in the 
forest, it is here where the persona of the Succubus is dropped and she unveils her ‘true self’. 
The use of sound in ​Ikejime ​is an integral aspect in the examination of the film’s themes of 
perception and Self. Sound is almost entirely diegetic  including the hallucination scenes where 37
it seems non-diegetic . Dialogue is used to showcase the manner in which the Succubus alters 38
her performance of humanity as well as her relationships with other characters. During the 
opening scene in the nightclub, character dialogue is inaudible due to the loud music, 
reinforcing the emotionally detached and predatory nature of the Succubus, as she picks out the 
young man at random before leading him away without anyone noticing. The Succubus first 
speaks when she is alone with the cashier out of sight of the security cameras, although the 
dialogue is vague and unsettling. The Succubus speaks without ambiguity when she has 
apprehended the young man in the forest. 
Conclusion 
In conceiving my film, my intention was to portray a monster who is motivated by mere 
self-preservation, who is not necessarily a victim of society, not aware of the issues of not fitting 
in with society, has no empathy but has a basic understanding of what is required to attain what 
is necessary for self-preservation within a society and is certainly not in need of sympathy and 
understanding. However, through the writing of this paper 
In my future work I intend to further elaborate on the world set up in ​Ikejime​: by creating a series 
of short ‘webisodes’ that detail the backstories of the Succubus’ previous victims as well as the 
cashier, detailing the progression of the Succubus’ character. In addition to this I am creating 
two new Succubi characters who have their own separate and unique personalities and 
viewpoints on their existence and their relationships with humans.  
What makes the Succubus a frightening villain is the banality behind her horrific actions. She is 
not driven by sadistic pleasure or revenge. The Succubus, like the young man, is merely trying 
to survive. Horror sometimes just exists and cannot be explained away or understood in the 
context of societal norms.  
37 Sound that is from a source set in the film such as character dialogue. 
38 Sound that is not from a source in the film such as dramatic music and narration. It is not heard by the 
characters 
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